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Wolfgang Amdeus Mozart String Quartet in C Major, K. 465 
( 1756–1791)    “Dissonance” (1785)
  Adagio- Allegro
  Andante cantabile
  Menuetto. Allegro.
  Allegro molto
  
Leoš Janáček String Quartet No. 1, “Kreutzer Sonata” (1923)
( 1854–1928)
  Adagio- Con moto
  Con moto
  Con moto - Vico - Andante
  Con Moto - Adagio - Più mosso
 
Intermission
 
Samuel Barber “Dover Beach” for Medium Voice and 
(1910–1981)   String Quartet. Op. 3, 1931
    Poem by Matthew Arnold
  
James Demler, baritone
Claude Debussy String Quartet in G Minor, op. 10 (1893) 
( 1862–1918)
  Animé et très décidé
  Assez vif et bien rythmé
  Andantino, doucement expressif
  Très modéré - En animant peu à peu - 
   Très mouvementé et avec passion
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MUIR STRING QUARTET
Peter Zazofsky, violin
Lucia Lin, violin
Steven Ansell, viola 
Michael Reynolds, cello
 In its 36th season in 2013-2014, The Muir String Quartet has long been 
acknowledged as one of the world’s most powerful and insightful ensembles, 
distinguishing itself among audiences and critics with its “exhilarating 
involvement” (Boston Globe),”impeccable voicing and intonation” (San 
Francisco Examiner) and “unbridled musicality” (American Record Guide). 
 Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian 
International String Quartet Competition, the Muir String Quartet first 
appeared on the scene in 1980, and was greeted with rave reviews and an 
extensive feature in the New Yorker. The quartet was also featured on the 
internationally acclaimed PBS broadcast, In Performance at the White House 
for President and Mrs. Reagan. Formed in 1979 following graduation from 
the Curtis Institute of Music, the Muir String Quartet’s principal chamber 
music teachers were Felix Galimir and members of the Guarneri and Budapest 
Quartets.
 Some of the awards Muir has garnered include a Grammy (Beethoven 
Quartets Op. 132 and Grosse Fuge/EcoClassics), a Grammy nomination 
(Mozart and Brahms Clarinet Quintets/EcoClassics with Mitchell Lurie), 
two Grand Prix du Disques, and the Gramophone Award. In its commitment 
to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished composers as 
Joan Tower (Night Fields), Sheila Silver (From Darkness Emerging), Richard 
Danielpour (Shadow Dances and Psalms of Sorrow - featured on CBS Sunday 
Morning), Richard Wilson (Third String Quartet), and Charles Fussell (Being 
Music - based on poetry of Walt Whitmen). The quartet also gave the World 
Premiere performance of the Native American collaborative work, Circle of 
Faith, featured on National Public Radio. Other premiered works include those 
by esteemed American composers Richard Danielpour (Feast of Fools - for 
bassoon and string quartet), Lucas Foss (String Quartet #4), Ezra Laderman 
(String Quartets #9 and #10), Joelle Wallach (String Quartet #3), and Ronald 
Perera’s first Quartet. Recent commissions include a new piano quartet by Joan 
Tower and a clarinet quintet by Chris Brubeck. During the past two seasons, 
the Quartet performed the complete Bartok Quartets in various settings, the 
Beethoven Cycle at Rhode Island College in celebration of 20 years of concerts 
there, and other performances throughout North America and China. During 
2013-2014, the Quartet began a multi-year retrospective of many of the Haydn 
Quartets, along with works from the New Viennese school and Schubert.  
all the time.” Ravel finally succeeded, achieving his goal and securing a position 
of eminence in France among composers of the day.
 Debussy’s String Quartet in G minor was the only one he wrote. It was a 
breakthrough work, and the only work to which Debussy gave an opus number. 
Throughout the Quartet, there are many concentrated bursts of activity; there 
are often quick series of modulations and dynamic changes. He wanted the 
music he wrote to sound like improvisations, and it is his use of modal melodies, 
languorous rhythms and kaleidoscopic tone colors that give the String Quartet 
great flexibility within its cyclic form, and add to the seeming spontaneity of 
sound.
 Debussy designated his G Minor String Quartet as Première Quatuor, hinting 
at his plans to write others and assigning an opus number would seem to 
indicate an interest in mainstream classical procedure. The musical emphasis 
is on harmonic variety rather than on strictly linear or formal elements; it 
embodies an impressionistic approach to harmonic coloration, obscuring the 
conventional perceptions of major and minor tonalities. Debussy uses the 
sonata form as his point of departure and he cleverly and subtly uses a cyclical 
development that recalls the first movement’s themes throughout the work, 
providing the listener with an aural guidepost. The opening notes of the first 
movement are manipulated with rhythmic and melodic complexity. The various 
themes that follow, along with the opening motto, are passionately transformed 
until the movement’s conclusion. The second and third movements are cast in 
traditional three part song form. His most sensuous quartet writing appears 
in the Andantino. Its muted sonorities and distant harmonic relationship to 
the other movements give it a special ambience. Debussy’s scoring brilliantly 
handles the interaction among all four instruments. The introduction to the final 
movement, also based on the original motif, maintains the now-established 
quiet mood. The “development” of thematic material leads to a coda, which 
provides a final glimpse of the altered motto. Debussy’s harmony and coloration 
were strictly criticized, as was his abundant use of pizzicato (plucking of the 
strings).
 Contemporary ears regard these unconventional methods as elements of 
Debussy’s genius and critical influence on the further development of the string 
quartet. Unfortunately, Debussy never completed another quartet, seemingly 
more comfortable with a full orchestra.
 The G Minor Quartet had its first public performance in Paris on December 
29, 1893, by the prestigious Ysaÿe Quartet, to whom the work is dedicated.
— Notes Copyright © 2014 by Lynne S. Mazza
 The Muir’s recording of the Kreisler, Berg Op. 3 and Schulhoff 5 Pieces was 
recently released on the KidsClassics label; proceeds benefit Classics for Kids 
Foundation’s grant programs serving young string players around America and 
beyond. The Muir will record the Debussy and Ravel Quartets this season on 
KidsClassics as well.
 The Muir Quartet has been in residence at Boston University’s College 
of Fine Arts since 1983, and gives annual summer workshops at the Boston 
University Tanglewood Institute (BUTI). The Muir Quartet has also given 
master classes at schools worldwide, including the Eastman School of Music, 
the Curtis Institute, Oberlin Conservatory, the Shepherd School of Music at 
Rice University, and all of the major conservatories in China. Since 1989, the 
quartet has presented the Emerging Quartets and Composers Program in Utah 
with eminent composer Joan Tower. That program is part of the Muir’s role as 
resident chamber ensemble with the Deer Valley Festival, in partnership with 
the Utah Symphony/Opera.
www.muirstringquartet.org
James Demler, baritone
 Baritone James Demler is known for his versatile range of repertory, 
spanning the operatic, oratorio, concert, and popular music genres. After his 
performance in La Boheme, the Houston Post wrote “James Demler showed 
the most pleasing sound of anyone in the cast as Schaunard. His tone had a 
gleaming quality, and he displayed an appealing stage manner”, and for his 
performance as the Count in Le Nozze di Figaro with Arizona Opera, the Tucson 
Citizen wrote “Demler was great as the lecherous, conniving Count, singing 
well throughout and making us love to hate him”.
 Recent engagements include the role of Dikoi in Janacek’s Katya Kabanova 
withwith Boston Lyric Opera, and an Italian debut with the Tuscia Opera 
Festival as Don Alfonso in Mozart’s Cosi Fan Tutte.
 In addition, he made his film debut as Noah in Wes Anderson’s Moonrise 
Kingdom, which opened the 2012 Cannes Film Festival, and was also a guest 
Public Address Announcer for the Boston Red Sox at Fenway Park in June 2012. 
 Mr. Demler first gained. attention at Houston Grand Opera, where he 
appeared as Guglielmo in Cosi Fan Tutte and Peter in Hansel and Gretel, and as 
soloist with the Houston Symphony, where he sang the role of Maestro in a 
concert version of Salieri’s rarely performed opera Prima la musica, poi le parole. 
James Demler made his Carnegie Hall debut with the Opera Orchestra of 
New York as Dikson in Boieldieu’s La Dame Blanche, and has returned to that 
venue as a soloist in Puccini’s Messa di Gloria, Faure’s Requiem, and Mozart’s 
Coronation Mass. 
 He made his Canadian operatic debut as Sharpless in Madama Butterfly 
To lie before us like a land of dreams,
So various, so beautiful, so new,
Hath really neither joy, nor love, nor light,
Nor certitude, nor peace, nor help for pain;
And we are here as on a darkling plain
Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.
Quartet in G Minor for Strings, Op. 10 (1893), Claude Debussy
 “Debussy has always remained my favorite composer after Mozart. I could not do 
without his music. It is my oxygen.” [Composer Francis Poulenc, 1899-1963]
 “I am often struck by the possible and unexpected coexistence of distinct musics. 
In the relatively restricted scope of European music, don’t we find simultaneously 
works of absolutely divergent tendencies: Brahms living at the same moment as 
Debussy! Debussy was already Debussy when Brahms was still Brahms...Brahms’s 
style must have seemed incredible to Debussy and vice versa! Brahms was not in 
advance of his times from the point of view of the evolution of art, while Debussy 
was.” [Distinguished teacher and conductor Nadia Boulanger, 1887-1979]
 “I am more and more convinced that music, by its very nature, is something 
that cannot be poured into a tight and traditional form. It is made up of colors and 
rhythms.” [Debussy]
 Debussy’s music continually strives to convey the inexpressible, to portray 
the intangible. His style espouses shifting harmonies, melodic diversions and 
a rainbow-like scope of tone colors without distinguishing musical structure. 
Critic André Suares describes Debussy’s music: “Before it happened there 
was no reason to suppose it ever would.” With Impressionism, the object is to 
suggest rather than portray sensory experiences, avoiding the manifestation 
of actual substance. Throughout his student days Debussy characteristically 
fought against the traditions of the past. He gradually shaped an original 
music style, spiritually connected to Impressionism (c.1870s) and Symbolism 
(c.1880s), two coinciding movements. Coupled with Debussy’s keen sense of 
musical intelligence were an amazingly sensitive and highly developed ear for 
sonority and nuance.
 Interest in the medium of the string quartet with the celebrated French 
masters that matured before World War I was limited, including contributions 
by César Franck (1822-1890), Ernest Chausson (1855-1899), Maurice Ravel 
(1875-1937) and Gabriel Fauré (1845-1924). Although Debussy and Ravel 
both experimented with harmonic treatment within the framework of tonality, 
Debussy tended to be more courageous in this area. Influences are of course 
limited by the strength of ones own personality. “My objective as a composer 
is to seek technical perfection. I can strive unceasingly to this end, since I am 
certain of never being able to obtain it. The important thing is to get nearer to it 
with Edmonton Opera. With Anchorage Opera he sang Valentin in Gounod’s 
Faust, Marcello in Puccini’s La Boheme, and the world premiere of orchestrated 
songs by the Pulitzer Prize winning composer John Luther Adams entitled 
Magic Songs to the Sky. With Chautauqua Opera he appeared as Pish-Tush in 
The Mikado, while with Palm Beach Opera he sang Danilo in The Merry Widow, 
and with Chattanooga Opera as Silvio in I Pagliacci. He also made debuts with 
Long Beach Opera as Aeneas in Dido and Aeneas and Bartley in Riders to the 
Sea.
 James Demler has long championed the music of the American composer 
Daron Hagen. He sang in the world premiere of Hagen’s Shining Brow with 
Madison Opera, and later participated in a concert version of the opera with 
the Buffalo Philharmonic with conductor JoAnn Falletta . He also sang the 
role of Jake in Mr. Hagen’s Bandanna, which was subsequently recorded with 
Albany Records, and premiered the role of John McCormack in the same 
composers Antient Concert at Symphony Space in New York City.
 Concert engagements have included a 2009 solo debut with the Boston 
Pops in George Kleinsinger’s Boston Baseball Cantata; he was then immediately 
re-engaged there as Narrator and soloist in the 2010 world premiere of 
British composer Philip Lane’s The Christmas Story. With Boston University’s 
Symphony Orchestra and Chorus Mr. Demler has sung Raphael in Haydn’s 
Creation, the baritone solos in Hindemith’s When Lilacs last in the Dooryard 
Bloom’d, and the title role of Elijah in Mendelssohn’s Elijah. For Ned Rorem’s 
65th Birthday Celebration he was asked to sing the composer’s Santa Fe 
Songs with the Houston Chamber Symphony, and in 2007 made a debut in 
Ozawa Hall at Tanglewood, singing as baritone soloist in Earl Kim’s Scenes 
from a Movie, Part 26. In recent seasons he has also been the Bass soloist in 
Handel’s Messiah with the National Arts Centre Orchestra of Canada, and has 
made debuts with the Hartford Symphony and the New Mexico Symphony 
Orchestra. 
 James Demler has appeared in solo recital at the Kimmel Center in 
Philadelphia, at Princeton University, Pepperdine University, and at Boston 
University’s Tsai Center. He holds voice degrees from The University of New 
Mexico, the University of Arizona, and the Eastman School of Music. He 
completed his training as a member of the Houston Grand Opera Studio, and 
has been a full-time member of the voice faculty of Boston University since 
2005.
 String Quartet in C Major, K. 465, Dissonant (1785), W. A. Mozart
 “I have learned from Haydn how to write string quartets.” [W.A. Mozart]
 Historical note: In 1862, 71years after Mozart’s death, Ludwig von Köchel 
published a catalogue listing every single piece of music he could find by 
Mozart—626 to be exact. He assigned a number to each composition in 
love or peace. Barber then brings back the music of the very beginning, which 
fades, into darkness. Historical fact: In 1931 the English composer Ralph Vaughan 
Williams was lecturing at Bryn Mawr College and Barber went to see him and 
sang his setting of the poem. Barber later recalled that moment: “He seemed 
delighted. He congratulated me and said, ‘I tried several times to set 
Dover Beach, but you really got it!’”
 Composed in a few weeks during the autumn of 1931, Dover Beach was 
premiered on March 5, 1933, with American mezzo-soprano Rose Bampton 
(1907-2007) and the New York Arts Quartet. Later Barber recorded it with the 
Curtis String Quartet (1935).
DOVER BEACH
[Text: Matthew Arnold]
The sea is calm tonight,
The tide is full, the moon lies fair
Upon the straits; on the French coast the light
Gleams and is gone; the cliffs of England stand,
Glimm’ring and vast, out in the tranquil bay.
Come to the window, sweet is the night-air!
Only, from the long line of spray/Where the sea meets the moon-blanch’d land,
Listen! you hear the grating roar
Of pebbles which the waves draw back, and fling,
At their return, up the high strand,
Begin, and cease, and then again begin,
With tremulous cadence slow, and bring
The eternal note of sadness in.
Sophocles long ago
Heard it on the Aegean, and it brought
Into his mind the turbid ebb and flow
Of human misery; we
Find also in the sound a thought,
Hearing it by this distant northern sea.
The sea of faith
Was once, too, at the full, and round earth’s shore
Lay like the folds of a bright girdle furled.
But now I only hear/Its melancholy, long, withdrawing roar,
Retreating to the breath
Of the night-wind, down the vast edges drear/And naked shingles of the world.
Ah, love, let us be true
To one another! for the world, which seems
Dover Beach for Baritone and String Quartet
 “Notice to Mother and nobody else: Dear Mother: I have written this to tell you 
my worrying secret. Now don’t cry when you read this because it is neither yours nor 
my fault. I suppose I will have to tell it now without any nonsense. To begin with, I 
was not meant to be an athlete. I was meant to be a composer, and will be I’m sure. 
I’ll ask you one more thing — Don’t ask me to try to forget this unpleasant thing and 
go and play football. Please — Sometimes I’ve been worrying about this so much 
that it makes me mad (not very). 
Love, SAM BARBER II.” [Samuel Barber, nine years old]
 One of Barber’s earliest musical memories was a performance at the 
Metropolitan Opera, at age six, of Verdi’s Aida with legendary tenor Enrico 
Caruso as Radames and Louise Homer, Barber’s aunt, as Amneris. A host 
of childhood experiences like these seemed almost to predispose Barber to 
compose for the voice. By the time he graduated from the Curtis Institute of 
Music in Philadelphia, Barber had developed into a fine baritone and was 
in some demand as a recitalist.
 Samuel Barber was the nephew of the great American contralto Louise 
Homer (1871-1947) and he himself studied singing at the Curtis Institute of 
Music. The predominantly lyrical quality of much of his music is brilliantly 
displayed in his setting of Matthew Arnold’s grave and romantic poem, Dover 
Beach. Early in 1931, shortly before his 20thBarber began a setting for medium 
voice and string quartet of Arnold’s Dover Beach, a poem that would remain 
important to the composer across his entire life. In 1978, just three years 
before his death, Barber called it “one of the few Victorian poems which 
continue to hold its stature; it is a great poem, in fact.” Barber revised the score 
several times before its “official” premiere by Rose Bampton at a concert in 
New York on March 5, 1933. Arnold published Dover Beach in 1867, during 
the Victorian era, but the poem holds true to this day; its message lies on the 
edge of despair, utter sadness and human commitment. It is interesting that 
Arnold wrote most of the poem while he was on his honeymoon in 1851: Dover 
Beach reflects the passions and fears of a young, newly married man with an 
uncertain future. Barber’s setting opens in D Minor reflecting the ambiguities 
of Arnold’s poem. The poem is also noteworthy for its rhythms; consequently, 
Barber switches regularly between 3/4 and 4/4. The opening texture is 
comprised of two solo violins, one of which presents a steady, undulating 
rhythm while the other invokes the pensive main theme. The music becomes 
immediately restrained. The activated violin texture returns, with the incessant 
overlapping of short motives. The cello articulates the main theme for the 
last three lines of text bringing us back to the melancholy opening. The twin 
climaxes that lead to the work’s conclusion are notable: the first comes on the 
line “Ah, love, let us be true to one another,” marked con agitazione and the 
second, birthday, darker climax marked con intensità, reflecting a world without 
chronological order. Besidecomposition a “K” number (Köchel number) is used to 
help identify it.
 Franz Joseph Haydn (1732-1809) is justly credited with the creation of 
the modern string quartet. Haydn’s quartets, Op.33 (1781) in particular, play 
an important part in Mozart’s artistic development. With his Op.33 Haydn 
realized the principles of thematic development and the equal value of the 
four stringed instruments forming an ideal quartet texture. Mozart, emulating 
Haydn but not imitating him, carried these principles, with his imagination and 
impeccable taste, to an unprecedented height, raising the pre-Beethoven 
string quartet to its peak. The string quartet became the most sophisticated 
of all musical forms, retaining its contemporary status with Bartók and 
Shostakovich, among others. Haydn expressed the following to Mozart’s father 
Leopold: “Before God and as an honest man, I tell you that your son is the 
greatest composer known to me in person or by name. He has taste, and, what 
is more, the profound knowledge of composition.” The year was 1785, and the 
occasion was the playing of Mozart’s “Haydn” quartets (1782-1785).
 Haydn’s deep compliment was emblematic of the close friendship, 
mutual respect, and exchange of influences Haydn and Mozart shared 
during Mozart’s “Vienna years,” the last ten of his life. Equally as sincere was 
Mozart’s motivation for writing the “Haydn” quartets. Unlike nearly everything 
else Mozart composed at that time, these works were not the result of a 
commission, for the composer’s own professional needs, or directed toward a 
particular nobleman. Mozart set about the project for his own satisfaction.
 Although Mozart composed about sixteen quartets while he was still fairly 
young, he probably did not recognize the profound character of what was still a 
very new form until he encountered Haydn’s brilliant Op. 33 set. Mozart must 
have felt challenged and inspired. With his “Haydn” Quartets (K. 387, K. 421, 
K. 428, K. 458, K. 464, K. 465), Mozart encountered some difficulties with the 
composition of these works; this was very unusual for Mozart. He called these 
quartets “the result of long and arduous labor,” and this claim is backed up by 
the autograph scores; Mozart crossed out and altered more than with any 
other surviving manuscript. Mozart’s harmonic language began to expand 
rapidly in the 1780s as well as his abilities in creating new instrumental 
combinations and sonorities. Some of the more harmonic and chromatic works 
Mozart wrote are in the minor key, although there are, of course, exceptions. 
As noted scholar H.C. Landon states: “we must, I think, nevertheless regard 
most of these minor keyed works of the 1780s as going far beyond the normal 
range of expression (say, in Haydn’s works of the same period) and that 
Mozart reserved his most troubled, alarming and even dangerous music for 
works composed in the minor.”
 This Quartet was the last of the six “Haydn” Quartets and also a 
summation of the artistic evolution that had taken place in the set. It derives 
its nickname “Dissonant” (or Dissonance) from the slow introduction which 
was quite the avant-garde sound to early 18th century audiences. You can hear 
a Haydn influence in this music. Mozart uses Haydn’s deception of surprising 
modulations. Its introduction combines so many dissonant elements that it 
sparked an ongoing controversy as to whether the music might have been 
misprinted. Haydn is said to have been confused with the opening of this 
Quartet, but commented: “Well, if Mozart wrote it, he must have meant it.” 
K. 465 is in C major and the music opens with a steady pulse of C’s from the 
cello, but as the other three voices make terraced entrances above, their notes 
(A-flat, E-flat, and A—all “wrong” for the key of C major) grind quietly against 
each other. For the time, very disturbing harmonic ambiguity. The tonality 
remains uncertain until the end of the Adagio and the beginning of the Allegro, 
where the music settles into radiant C major and normal sonata form. The 
surprise is that after this unusual introduction, the first movement is quite 
straightforward, flowing broadly along its bright C-major energy; an ebullient 
coda eventually draws the movement to a quiet close. The Andante cantabile 
develops by repetition, its lyric main idea growing more conflicted as it evolves. 
The Menuetto sends the first violin soaring across a wide range, while the 
dramatic trio section moves unexpectedly into urgent C minor. After these 
stresses, the concluding Allegro, in sonata form, returns to the bright spirits of 
the opening movement. This finale, which has a brilliant first violin part, offers 
a resounding conclusion.
 Asked which was his favorite amongst the great masters, Rossini said, 
“Beethoven I take twice a week, Haydn four times, and Mozart every day.” [Rossini 
by Herbert Weinstock (1905-1971)]
String Quartet No. 1, JW VII/8, Kreutzer Sonata (1923), Leoš Janáček
 Janáček was not a child prodigy like Mozart and Mendelssohn; he didn’t 
experience fame or recognition until he was in his sixties. He didn’t thrive in 
European cultural centers, spending most of his life in Brno on the eastern edge 
of the Austro-Hungarian Empire in a region that would become Czechoslovakia 
after World War I. Janáček created his most celebrated and highly regarded 
compositions in his late sixties and seventies. Consistent with Janáček’s 
conception of musical realism, both is quartets may be categorized as program 
music with narrative associations; sometimes referred to as “wordless operas.”
 Very few works of chamber music owe their inspiration to literary sources. 
Other well-known examples include Schoenberg’s Verklärte Nacht, Smetana’s 
String Quartet No. 1, From My Life and Janáček’s String Quartet No. 2, Intimate 
Letters. “In the first movement Janacek depicts both compassion for the 
miserable, prostrate woman and her evolving character. The second movement 
develops the story extensively. The third movement portrays the crisis. 
Perhaps because Janáček did not leave a written program for the Quartet, 
several writers have attempted to describe it. One compelling explanation was 
by Max Brod, who wrote that the music “ranges over the whole gamut of the 
emotions, the ceaseless agitation swelling to a yearning cry, and finally in the 
last movement to tragic despair.”
 Written when he was 69, Janáček’s first quartet was inspired by Tolstoy’s 
novella (1889), “The Kreuzter Sonata,” named after Beethoven’s renowned 
violin sonata (Op. 47) dedicated to violinist Rudolph Kreutzer. Tolstoy’s 
story is told by an inconsolable man who, in a fit of jealous rage, murders his 
apparently adulterous wife only to be consumed by regret and disillusionment 
about marriage; his wife’s supposed lover is a violinist, and she, a pianist. A 
pivotal moment in the story occurs when they play Beethoven’s sonata for 
a social gathering with its vivid presentation of human passion and tragedy 
in addition to uncertainty about marriage, women’s rights, morality and 
justice. Clearly this story deeply resounded with the composer. In preparing 
to write the quartet, Janáček annotated a copy of Tolstoy’s work with specific 
ideas about the relationship between the sonata and the novella. However, 
the composer made no effort to trace any kind of dramatic program in his 
Quartet. The music eloquently uses a small but compelling set of motifs, 
dazzling rhythms with changing tempos and dynamics, and a broad selection 
of coloring techniques using mutes, tremolo, bowing near the bridge (sul 
ponticello) and pizzicato (plucked). A significant aspect of his style is the 
tendency for thematic variety. Are there any musical references to Beethoven’s 
Kreutzer sonata? Listen, compare and decide for yourself. Both of Janáček’s 
fascinating quartets significantly stand out from the traditional quartet 
repertoire. Using unconventional forms, they are strongly evocative with 
Janáček’s distinctive music language that is modern but tonal. Janáček’s 
language shares a kinship with other great composers whose first efforts 
bracket his quartets, namely, Bartók and Shostakovich. The Quartet was not 
the first musical realization Janáček attempted for Tolstoy’s story. During 
a short period of study in Vienna in May and June 1880, he wrote three 
movements of a string quartet inspired by the tale, and late in 1908 he 
composed a piano trio on the subject for a performance in Brno. Unfortunately 
both earlier pieces are lost which makes it impossible to compare them with 
the finished Quartet. This Quartet No. 1 was premiered in Prague on October 
17, 1924, by the Bohemian Quartet (who commissioned the work from the 
composer and to whom it is dedicated). Robert Smetana, in his introduction to 
the published score recommends that we approach this music “as a passionate 
confession of the principle and power of emotional relations between man and 
woman in life and in art, to grasp the music not as decor, but as an integral 
part of life, a part that is often excessively painful, and to hear in it the intense 
personal participation of the composer.”
